Tenshin is a hard to handle thinker, and, in a sense, a hazardous thinker. He is hard to handle because his thought comprises things that refuse standardization; hazardous because of a continually radioactive quality. Touch him carelessly and one may get burned.
Yet if one thinks about it, thought that is hygienically harmless, in the end, may not be thought or anything else. Thought is thought precisely in that it is harmful. Thought is perhaps something that sets itself to work on reality somehow, that revolutionizes reality (including spirit). If this is so, then thought, because it is thought, is always a dangerous thing from the standpoint of maintaining the status quo. Tenshin isn't the only one who is hazardous.
Tenshin's thought was most radioactive during the era of the past war. At that time he was set up as a forerunner of the Greater East Asia Co-Prosperity Sphere. Because national essentialism (kokusui) and Asianism were elements intrinsic to Tenshin, and naturally inexhaustible since they originated in romanticism, it was inevitable Tenshin's name would be used in the total mobilization of thought enforced under the pretext of a "holy war" to liberate Asia. 1 His thought was used because it was so productive. This is to Tenshin's credit and not his shame.
As the state of war deepened the bureaucratic control of culture became more severe. Part of this, as many today will surely recall, was the birth of a one-dimensional organization called the Patriotic Association for Japanese Literature (Nihon Bungaku Hōkoku Kai). In addition to presiding over the Greater East Asia Writers Congress (Dai Tōa Bungakusha Taikai) this group undertook several projects, such as the selection for December 8-that is, the entry for the day the Greater East Asia War began-was Tenshin's pronouncement "Asia is one." The commentary for the entry was written by Asano Akira:
2 Tenshin let this forth as a great lamentation expressing his sincere yearning for the liberation of Asia's billions. Only Tenshin, as a Japanese, could truly give voice to such an enormous lamentation. Here we recall sagely, but with nearly painful pride and passion, the mission of creation of the divine land of Japan, blessed to be ruled by his Majesty.
3
During the war it was mainly writers associated with the Japan Romantic School (Nihon Roman-ha) who took Tenshin as their guide. 4 These were Asano Akira and Satō Nobue, under the lead of Yasuda Yojūrō. Asano was the most enthusiastic among them and published several books about Tenshin. Up to this point Tenshin was known through his three chief works, but Asano introduced The Awakening of the East by translating this unfinished manuscript.
5
Whether it was Yasuda or Asano, the treatment of Tenshin as the essence of the "spirit of Meiji" (1868-1912) did not change, but the interpretation of what that meant changed subtly with the passage of years. The aforementioned interpretation, which shows its final stage, reflects the fanatical situation of the end of the war. For this reason, though, it cannot be taken as representative of the Japan Romantic School's view of Tenshin. If one were to distill and sum up the Japan Romantic School-style view of Tenshin, one might listen, instead of Asano, to Kamei Katsuichirō's postwar statements. In them, Tenshin returns to being an apostle of beauty. Beauty opposes science; and while science is connected to war, the way of beauty surpasses it. This was the Japan Romantic School's view of Tenshin in the age of war disavowal.
In one sense, Tenshin was used by the Japan Romantic School, and in another sense he was unearthed anew in intellectual terms. Setting aside whether this was good or bad fortune for Tenshin, it was logically a natural development. The fundamental assertion of the Japan Romantic School lay in total disavowal of "civilization and enlightenment" (bunmei kaika). They did not see the ethos of civilization and enlightenment as a phenomenon of a single era, but as the essence of an ill that penetrated all modernity. A view of civilization that opposed civilization and enlightenment in every sense could not be historically relativistic. As a figure of such opposition Tenshin was a precious, irreplaceable presence in Japan's modern intellectual history.
Tenshin's thought, or the issue of Tenshin as a thinker, cannot be discussed apart from his use or unearthing by the Japan Romantic School. True, Tenshin was not appropriated by the Japan Romantic School alone, and one thus finds Ōkawa Shūmei, for example, mentioning Tenshin along with Yamaji Aizan and Kita Ikki in the preface to The History of Japanese Civilization (Nihon bunmeishi, 1921), as a thinker who influenced him.
While Ōkawa, however, can be counted among thinkers of the past, the Japan Romantic School is not quite yet a phenomenon of the past. Detaching Tenshin from fascism is not too hard, but detaching him from the Japan Romantic School's interpretation is not accomplished as easily as one might expect. In general, images of thinkers that separate them from their influence on later generations often become dry and shriveled, but in the case of a romantic like Tenshin the evils of doing so are especially great. Of course one cannot say that all of Tenshin can be found within the Japan Romantic School's confines. There were many more possibilities inherent in him. But even in drawing forth those possibilities one should not abstract him into just a historical figure. "It is a great mistake for people to look at history and compile a record of past deeds, that is, to make it a dead thing. History is a thing that exists and acts inside us," Tenshin himself wrote at the beginning of The History of Japanese Art (Nihon bijutsushi, 1891).
If we look at the historical phases of Tenshin the thinker, he succeeded in three undertakings in the fifty-one years of his life. The first was founding the Tokyo School of Fine Arts (Tokyo Bijutsu Gakkō) and laying the foundations of art education, along with the related work of social art education such as the preservation of ancient art. The second was building the Japan Art Institute (Nihon Bijutsuin), in opposition to the School of Fine Arts after he was driven out of it. The third were his writing activities in English, which began slightly later. Still later began his activities abroad as the curator of Asiatic art at the Museum of Fine Arts in Boston but these are not important in appraising him as a thinker.
Tenshin was not what one calls a writer. The works that he set out to write and published during his life are only The Ideals of the East (1903), The Awakening of Japan (1904) , and The Book of Tea (1906) , all in English. The first was published in England, the other two in America. In addition, there are magazine articles and records of lectures. After that there are "The White Fox," a work in the form of an opera based on Japanese legend, and several poems. There is the unpublished work I touched on earlier, The Awakening of the East, which chronologically falls between The Ideals of the East and The Awakening of Japan.
Tenshin's writings in Japanese are fewer than in English, and not substantial. His sole work is The History of Japanese Art, but this is a record of his lectures at the School of Fine Arts transcribed by someone else. After that there are only some ten pieces of criticism, transcripts of lectures, and poems (many in Chinese).
As one can see from this list, Tenshin did not place much importance on acting through writing. The three works in English are exceptions, but how intentional he was in composing them is questionable. When one gets to The Book of Tea he seems to fashion himself more as a writer, but it would not be wrong to see the earlier two works (or three, counting The Awakening of the East) as venting his concerns at a time when his real activities were curtailed, as a substitute for them. Tenshin was always a person of action, someone who aimed at on-the-ground reform. Because he was a thinker in that REVIEW OF JAPANESE CULTURE AND SOCIETY DECEMBER 2012
sense, there is the risk of misreading him if one approaches him as a typical thinker, especially in the mold of a professional writer. Granted, one must acknowledge the truth in the adage that writing makes the person. Whether or not his ambition lay in writing, his prose conveys who he was.
That cannot be doubted. It misses the mark, however, to discuss him as if the three late works alone were representative, cutting his thought off from the art movement of the earlier period.
Following the war, for a time, Tenshin's name was forgotten along with fascism. After that, scattered "rehabilitation movements" to wash his "dirtied name" cropped up. A view of Tenshin appeared that largely focused attention on his early reform campaigns, designated him an agent of bourgeois culture, and appraised how progressive he was (or to the contrary, insisted as Miyakawa Torao did that the works of his late period "gave themselves to bellicose romanticism"). 7 This change in the appraisal of Tenshin is reminiscent of the completion of a historical cycle, but I cannot fully agree with the distinction between Tenshin's early and late periods. I do, however, agree with the point that The Ideals of the East alone is not representative of Tenshin.
Tokyo School of Fine Arts opened in 1889. Hamao Arata served as the first principal, but Okakura Kakuzō soon took the post.
8 Or rather, it is better to see Hamao as only the titular head or Tenshin's protector because Tenshin, together with Fenollosa, took charge of the real work of opening the school, including several years of preparation. Thus, at the age of twenty-eight Tenshin assumed the ultimate responsibility for specialized art education.
Initially the School of Fine Arts established courses only in Nihonga (Japanese-style painting), wood carving, and metal engraving, but not in yōga (Western-style painting).
(Yōga and design courses were added in 1896.) This followed Tenshin's and Fenollosa's plan. In fact, whether to assign pencil or brush drawing was an unresolved problem for many years in the planning of state-approved art education. In fact, it had been a problem since the opening of the country. At the time, yōga, which drew on the tradition of Dutch Studies (rangaku), overpowered Nihonga as it rode the wave of civilization and enlightenment to greater popularity. Pencil drawing also had the advantage of its practical military application.
9 With the exception of craftworks, which had an overseas market, traditional arts were in the extreme doldrums. Nonetheless, Tenshin overcame this powerful opposition and adopted Japanese painting. Even with the protection of Hamao Arata and Kuki Ryūichi, this was a daring decision. 10 Tenshin did not simply favor Nihonga. He excluded literati painting and ukiyoe, and grounding legitimacy in the Kanō school crammed the teaching ranks with Kanō followers. 11 The view of Tenshin that stresses his aristocracy and conservatism rests therein, but viewed in light of the situation at the time, one must also appreciate the paradox that such conservatism could in fact be combative and reformist. Seven years before the opening of the School of Fine Arts, for example, Tenshin, having just graduated from university, engaged in a polemic with Koyama Shōtarō, a mainstay of yōga, who was also powerful in the Ministry of Education. Tenshin responded to Koyama's contention that calligraphy was not art with a point-by-point refutation.
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Tenshin's later writings are often lambasted as poetic and illogical, but looking at his debate with Koyama and his plan for running the School of Fine Arts it is quite clear that the view of him as someone fundamentally indifferent to logic misses the mark.
Without recapitulating every part of the argument, let me quote from Tenshin's response to Koyama's point, "The benefit of art is comparable to that of ordinary crafts." He writes: "I was horror-struck on reading this, unbearably so. Oh, Western civilization is an avaricious civilization. An avaricious civilization lacks moral spirit, destroys refinement, makes a person into an instrument for gain by any means. The poor become poorer, the rich become richer, it is impossible to increase the general good.
[…] Discussing art in terms of monetary gain or loss misses the object of art, demeans its nobility, and loses sight of the reason art is art." 13 One can see that Tenshin's view of civilization, considered a hallmark of his later years, was in fact already formed in this era, by 1882. Because "Western civilization is an avaricious civilization," it should be disavowed. The reason is that "Civilization means overcoming the material by means of spirit."
14 Tenshin did not oppose the ethos of civilization and enlightenment beginning in the Meiji 20s or 30s but from the outset in the Meiji 10s. With his eye on what he himself believed to constitute true civilization-that is, "autonomy" (jishu) and "enrichment" (jūjitsu) of spirit-he exhibited unwavering courage in the reform of art, the "vessel of civilization" (bunmei no yōki). (To him, art was on a par with religion.)
The opposition at the time between yōga and Nihonga was one manifestation of that between the ethos of civilization and enlightenment and national essentialism, which underlay the spirit of the times. In this case, national essentialism, as far as Tenshin was concerned, was more than simply the preservation of ancient art or the maintenance of tradition. It had to do with the creation of a new national arts, so to speak. He was not opposed to the study of yōga. But the problem was what to take as the foundation for learning. The foundation, no matter what, had to be "spirit" (seishin) that is, the "inner realization" (naiteki jitsugen) of the self. Surpass the ancients by studying the ancientsthis was his educational line. The essence of painting was not shading or hue, but "grace" (hinkaku). One could not learn grace from someone else.
It is clear that Tenshin's view of the arts, and by extension civilization, took shape under the influence of Hegel's apostle Fenollosa, but it is doubtful whether such an explanation alone suffices. One imagines that Tenshin's home life and uninhibited temperament worked together with the intellectual currents of the time.
Tenshin's family were samurai, but his father gave up their samurai status early on and operated a trading firm. When his father's relations with his domain ended, he had laid aside enough money to operate an inn and survive without hardship. Tenshin
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himself first studied English instead of the Chinese classics and was able to move on to university easily. The first half of his life was unfettered, without a single thing holding him back. All the conditions were in place for Tenshin to plumb the "essence" (honshitsu) of civilization in the Hegelian fashion. Indeed, in a way, this favorable environment was well suited to grooming him as the successor to conventional commentators on civilization. Why did it not turn out so? Here, one must bring up the name of Izawa Shūji, an utterly different type of historical figure.
Tokyo School of Fine Arts adopted a national essentialism line, but Tokyo Music School (Tokyo Ongaku Gakkō), which opened shortly earlier, to the contrary, made Western music its foundation. It was the school's first principal, Izawa Shūji, who set this direction. Izawa was ten years older than Tenshin and born a samurai from the Takatō clan. After years of studying under difficult conditions, he went to America as a student when he was in his twenties. After returning to Japan he became the chief of the Ministry of Education's Music Research Section (the predecessor of the Music School).
15 At the time, an American named Mason was employed as a foreign instructor (oyatoi kyōshi). Izawa did not just pioneer Japan's music education, but also developed the teachereducation system, founded the Imperial Education Association (Teikoku Kyōiku Kai), and was a leading figure in the affairs of the Ministry of Education and the education world, ultimately becoming a member of the House of Peers. It is profoundly interesting that Izawa's disposition was diametrically opposed to Tenshin's. Not only his disposition, but his thought as well. Izawa was a thoroughgoing rationalist and a believer in science. The two parted ways on art and music, and for the early years of Japanese art education, this proved to be of dramatic consequence.
Tenshin's School of Fine Arts was ceaselessly the target of critical attacks from Koyama Shōtarō and other members of the yōga school. Behind the yōga school was the Music School, devoted to Western music, and in the background was the Ministry of Education-which was gradually strengthening its position-and bureaucratic might in general. Such was the historical situation at the time. Could it be that for his part Tenshin was pushed, like it or not, in an increasingly anti-bureaucratic, anti-civilization and enlightenment direction as a result? At the School of Fine Arts, unlike the Music School, a type of oppositional spirit became the tradition and persisted for quite some time thereafter.
Izawa's rationalism and his view of civilization based on it had their own logic. His conviction was that there must be general laws in the world of sound. Accordingly, he believed that the way toward modernization for Japanese music was to rewrite it using a five-line staff and bring it into line with universal meters. Later, Izawa began a grand enterprise aimed at unifying Japanese, Korean, and Chinese-this too was an application of his principle that all the languages of the world were phonetically identical and unified laws should therefore apply. His later work correcting stuttering was also derived from this principle.
Together with his younger brother Takio, Izawa has the reputation as the very incarnation of the lust for power. This may be so. But on this score Tenshin too was an ambitious man. Izawa probably suffers a bad reputation from the resentment that he succeeded in vulgar terms, that his success was insured by joining the establishment. He was a skilled functionary of civilization and enlightenment. His civilization and enlightenment served the purposes of "enriching the country and strengthening the military" (fukoku kyōhei). He created a new music in the form of Western-style children's songs.
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Tenshin could not bear that kind of civilization and enlightenment-style modernization. The biographical sketch I mentioned earlier relates the anecdote that while Tenshin was principal of the School of Fine Arts he was recommended by Inoue Kowashi, then Minister of Education, for appointment as principal of the Music School as well, but Tenshin replied with a laugh that only if he could hire Ichikawa Danjūrō as a professor. 19 This must have been a sarcastic crack at the Izawa-style education line. Tenshin also enjoyed performances of music, but preferred folk ballads to children's songs. In lyrics he liked an unrefined tone (bankara chō), like the one in a famous song from his time at the Art Institute, "Die Off, Oh Splendid Boys" (Dōdo danji wa shindemo yoi).
Tenshin lived in opposition to the tide of civilization and enlightenment and administered the School of Fine Arts accordingly. For him, that was the only way to modernization. It was inevitable, then, that he would be driven out of the education world sooner or later as the establishment created by the Meiji government expanded. The so-called "Tokyo School of Fine Arts Affair" was an incident that enlivened the newspapers, 20 with conspiracy theories and malicious talk flying wildly, but the fundamental situation was as I explained earlier: the gist of the story is that the final whistle was blown on the struggle between civilization and enlightenment and national essentialism with the consolidation of the Meiji establishment.
For the same reason, it was natural that the group that resigned en masse, which included Hashimoto Gahō and Yokoyama Taikan, 21 hoisted the independent flag of the Japan Art Institute with Tenshin as their leader, and just as natural that this movement in the form of anti-bureaucratic academism did not last long. Perhaps Tenshin did not believe in the success of the movement from the outset. He paid no heed to success or failure.
But if they had not raised the flag it would have meant that beauty, something of high value, had succumbed to the low values of the state or government (Tenshin conceived the state, the government, and the bureaucracy as a single entity). That
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would have betrayed his principles. For that reason, an oppositional academy had to exist, its success or failure aside. The early Art Institute fulfilled a historical mission as such an institution.
It was after this that The Ideals of the East and the other works that followed were written. That is, after Tenshin was defeated in the efforts meant to realize his ideals. Examining these works with care, one can detect the writer's sense of defeat at the time. To be sure, Tenshin was expounding the superiority of Asian civilization in them. Examined from the perspective of theories of Eastern and Western civilization (tōzai bunmeiron), which alongside civilization and enlightenment formed one of the main themes of modern Japan, it is not impossible to see him doing so as a proxy for the self-assertion of the Japanese state. But Tenshin's true intentions did not lie therein.
On the contrary, at this juncture he was an apostle of transcendent values alienated from the Japanese state. Because the Japanese state did not heed his appeals, he was appealing to the world. Here the identification of beauty, spirit, and Asia had the same position as faith in Uchimura Kanzō.
22 At the very least, it is possible to read him this way. What Tenshin was impeaching was the "material"-ized Japanese state.
Your father lives among ideals, ideals that have been routed many times, and is now in a most unseemly position. From the outset, however, arriving at natural truth has been his unwavering intention, and he believes that in all the world, ancient and modern, there is no other way than this one. You must not forget his true feelings [shinjō] . It is his true feelings that must not be forgotten….
23
This is a line from a letter to his daughter, who had married into another family, and is presumed to date from around 1903. That is, from the year after he gave up running the Japan Art Institute, spent a year wandering India, and failed in plans for an East Asia Buddhist Congress; from around the time that The Ideals of the East was published in London. However one discounts his state of mind, these are not the words of a person exulting in his achievements. Rather, he was someone who had been expelled from the world of civilization and enlightenment. In this sense, it is appropriate that the English woman residing in India who brought The Ideals of the East to its publisher introduced Tenshin in its preface with, "If we say that Mr. Okakura is in some sense the William Morris of his country, we may also be permitted to say that the Nippon Bijutsuin [Japan Art Institute] is a sort of Japanese Merton Abbey." 24 "Asia is one"-this is the opening line of The Ideals of the East. There is scarcely room for doubt that this proposition is the crux of Tenshin's thought, even in its connection to the Greater East Asia War. As a supplement to this, in The Awakening of the East there is the remark, "The glory of Europe is the humiliation of Asia." This too is a famous, important proposition. The two together form a third proposition: Asia is one in humiliation. It is certain that this too is part of the crux of Tenshin's thought, but its interpretations are manifold.
The entire first paragraph of The Ideals of the East reads:
Asia is one. The Himalayas divide, only to accentuate, two mighty civilisations, the Chinese with its communism of Confucius, and the Indian with its individualism of the Vedas. But not even the snowy barriers can interrupt for one moment that broad expanse of love for the Ultimate and Universal, which is the common thought-inheritance of every Asiatic race, enabling them to produce all the great religions of the world, and distinguishing them from those maritime peoples of the Mediterranean and the Baltic, who love to dwell on the Particular, and to search out the means, not the end, of life.
25
As one understands from this passage alone, with the name "Asia" Tenshin is thinking of love or religion, not armed force. Armed might is non-Asian or anti-Asian. Further, the judgment that Asia is "one" is not a matter of reality, but an appeal. An appeal that it "has to be" one, or more precisely, "nonetheless… has to be." Tenshin made two grand tours of China. Reading his report after the first trip, one finds him stressing the extent of regional variations between north and south, how China differs from Japan, and that China, rather than Japan, is closer to the West. Tenshin's perception of reality was that the countries of Asia, which differed mutually in culture, were moreover mutually isolated from each other. Asia nonetheless had to be one, on account of the universal values in which he believed. Of course Tenshin did not disavow armed force. It was an unavoidable evil. Armed force was something one had to control; one must not be controlled by it. Tenshin's thought in this respect followed nearly the same course as Tagore's.
26
Tagore and Tenshin both were apostles of beauty, and shared too their view of history, that it is made by the minority. But one [Tagore] was able to make connections to a liberation movement, whereas the other [Okakura] was unable to see the role of the masses in history. And tragically, his thought was sullied with the reputation of bellicosity. In truth, the way to bellicosity was prepared not by Tenshin, but by the course of his adversary, Izawa. There is a paradox of history here that we are helpless before.
In his later years Tenshin again took up a government post that was offered him. I think his career as a thinker was over by that time. In the era of The Ideals of the East, however, it was not over yet. There he used the adversities of his life as a lever to express his true feelings. That is, for the first time he became a thinker in the true sense. In other words, he became a prophet. His prophesy is still an enigma.
In the forecourt of the Tokyo School of Fine Arts (now the Faculty of Fine Arts of Tokyo University of the Arts), there is a hexagonal hall. A statue of Tenshin, in Heianstyle court dress that he designed himself and about twice life size, is enshrined there.
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